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BOOK REVIEWS

status in San Sepolcro and elsewhere in Italy spent managing the assets of
confraternal, guild, and even public funds. The book is somewhat less convincing
in placing the activities of the confraternities in the context oflate medieval deathpractices. A discussion of tombs, inscriptions, and artistic commissions would
better help set the confraternities within the culture of death in San Sepolcro. The
book includes appendices with the statutes of the three major confraternities
discussed.
Dennis Romano
Syracuse University
Joanne S. Norman, Metamorphoses ofan Allegory: The Iconography of the Psychomachia in Medieval Art, Peter Lang, 1988.
This study surveys the iconography of the battle between personified virtues
and vices from tenth-century manuscript illustrations of Prudentius's Psychomachia
to late fifteenth-century tapestries with similar non-Prudentian motifs. The first
chapters explore connections and contrasts between the fifth-century literary text
and visual forms, including monumental sculpture, fresco, stained glass, and
manuscript illuminations. The survey draws on a number of minor art form~, and
probably the most interesting commentary addresses details in the twelfth-century
ivory book cover of the Melisenda Psalter (chap. 6) . Joanne Norman also discusses
informatively the stone font (ca. 1160) at St. Leonard's, Stanton Fitzwarren ,
Wiltshire; a late twelfth-century enamel and gilt crozier in Florence; and the late
fifteenth-century Regensburg Tapestry in the course of her far-ranging discussion of
visual forms . Although attempts are made to explain the progress, variations, and
ultimate decline of the psychomachia motif, the strength of the book is in its close
consideration of particular items. One problem may be the number and diversity
of media, objects, and periods covered; in less than 250 pages the book touches art
works spanning nearly 600 years. Ample use is made of classic sources, especially
the works of Emile Male and Adolf Katzenellenbogen, but there is scarcely space
for the development of a new comprehensive theory in this format.
Besides a detailed discussion of the Melisenda Psalter (chap. 6), "King David
as a Psychomachia figure" offers a praiseworthy original identification of David as
the subject of an early twelfth-century fresco at St. Nicholas, T avant (lndre-etLoire) , France (164-68), but this central chapter offers only tentative and very
general theoretical conclusions about the intertextual relationships among the
biblical David, Prudentius' s poem, and later iconographic representations. Norman's
conclusions are just and provocative, but too often anything more than a brief
mention of important contexts - influence of the Crusades, effects of the
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Fourth Lateran Council, Prudentius's sources - is simply beyond the scope of the
study. Considerations of particular patrons, the social and political milieu, and
geographically determined influences give way too often to necessary description
of an artifact; a sense of unity is often lost.
Judged as the "survey" the work calls itself, this book contributes some
interesting commentary on sometimes obscure works of medieval art and ranges
across the interdisciplinary field of iconographical studies. The preface may be
accurate in stating that "no major variation" of the psychomachia motif "in France
and England has been overlooked" (vii), but the absence of an index and the
numerous errors in citing the illustrations detract from the usefulness of the book
for reference purposes.
Unfortunately the text and lengthy bibliography have a distracting number of
typographical errors. The n2 black-and-white illustrations (321-53) are usually, but
not always, large and clear enough to be helpful.
Steven Max Miller
Murray State University

RENAISSANCE
Thomas P. Roche, Jr., Petrarch and the English Sonnet Sequences, AMS Press, 1989.
With some obvious exceptions, the Elizabethan sonneteers have not benefitted
greatly from recent reassessments of Renaissance literature. While Sidney and
Shakespeare occupy much of Thomas Roche's attention, a major contribution of
his study is simply to direct serious attention not only to such predictable secondary figures as Daniel and Greville but also to such more-or-less neglected authors
as (among other) Henry Lok, Barnabe Barnes, Henry Constable, William Alexander, and Alexander Craig.
Roche's thesis is ostensibly twofold: each of the sequences "had a subtext of a
myth" and "each had a numerological structure" (ix). These two propositions are
closely related - the subtext of the first version of Daniel's Delia, for example,
comprising fifty sonnets, is said to be the myth of the Danaids, though there is no
reference to them in Delia itself (358). Roche assumes not only that "numbers of
poems count almost as much as the poems themselves" (297) but that these
meanings can function without overt verbal signals. Roche admits, for example,
that the structures he ascribes to Craig's Amorose Songes, Sonets, and Elegies
"except in broadest outline ... do not become apparent through the words of the
text" (291). The difficulty with this assumption, of course, is not that a particular
interpretation may not have been intended but simply that we can never know
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